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Radio broadcasts and collective recollections
This article explores the concept of sonic memory via the investigation of popular music that constitutes a radio playlist. Our case study focuses on the songs aired on Israel's Memorial Day for the Holocaust and the Heroism (MDHH) during the state's first decade of local-commercial radio broadcasting (1993) (1994) (1995) (1996) (1997) (1998) (1999) (2000) (2001) (2002) .
These playlists are investigated as a materialized expression of the complex interactions between memory, ideology and media practice, between cultural production and 'mood management', and between national rituals and (sacred) mnemonic artifacts and objects. The critical analysis of radio broadcasts links these domains and, in particular, considers the central role of popular radio in the process of nation building and as emblematic of collective recollection (Crisell, 2002; Katz and Wedell, 1977; Neiger et al., 2011a; Penslar, 2004; Pinchevski et al., 2007; Scannell and Cardiff, 1991) , focusing on the question of what makes certain songs aired on the radio so identifiable with the national mourning ritual and the ways in which such songs gain the authority to represent and shape social memories.
Israeli law acknowledges the role of radio in national rituals. This is rendered most explicit in the prohibition on the airing of advertisements on memorial days such as MDHH and the Memorial Day for the Fallen Soldiers and Victims of Terrorism. During these days, Israeli commercial broadcasters are compelled to undermine their own fundamental profit-driven goals (Meyers et al., 2009 ). Furthermore, a 1959 law requires that MDHH include the following components:
On MDHH two minutes of silence will be observed nationwide. All manner of work and transportation must cease to operate during that period of time. Memorial services, public gatherings and ceremonies will take place in military bases and educational institutions. Flags placed on public buildings will be lowered to half-mast. Programs aired on the radio will express the uniqueness of the day; Entertainment venues will feature only appropriate contents. (MDHH Law, 1959: para. 2; emphasis added) It is thus clear that the state itself included radio as a national instrument of commemoration and assigned to it the same level of importance as national rituals such as lowering the flag to half-mast and public ceremonies (Israel's first television channel started broadcasting in 1968, nine years after the law was passed). Moreover, the 'two minutes of silence' mentioned in the law are in fact publicly adhered to through the use of the mass media: the two-minute airing of a siren is heard nationwide over the radio and through a system of sirens, constructed to serve as a civil defense alarm during wars and missile attacks (Kaplan, 2009) . Therefore, the radio's role during memorial days is to transmit the two-minute siren and to serve as the physical channel through which the letter of the law is fulfilled, thus assisting in constituting the connection between emergency and memory.
Listening to nationwide and regional radio broadcasts on MDHH suggests that the frequent airing of popular songs is one of the primary characteristics of these broadcasts. This format is drastically different from everyday broadcasts, during which radio stations provide a mixed menu of musical and verbal texts (including advertisements and sponsor messages), depending on the nature of the station, the presenter's selection of content and the broadcast slot. Thus it appears that songs are assigned a special role to signify the 'national mood' on memorial days. Indeed, since by law electronic broadcasting media must refrain from broadcasting advertisements, there is a relative increase in the number of songs included in the full broadcast schedule on MDHH. More importantly, since the Holocaust is a complex, disturbing, difficult-to-understand and difficult-to-relate-to theme, it is probably easier for radio stations to convey a general mood in the radiophonic context through songs rather than explicit spoken texts.
Therefore the nature of the songs selected differs from those normally aired. Whereas the criteria applied in selecting songs on the playlist for everyday broadcasts might include commercial success, the musical editor's personal taste and relevance to specific news topics, the songs broadcast on memorial days suggest that various forms of connection to the rituals within which they are aired are more important. Thus, this study identifies the cultural mechanisms through which commemorative 'playlists' -in this case, the assemblage of songs to be played on the radio during MDHH -are constituted. Doing so helps us better understand 'how culture works' (Schudson, 1989) ; that is, how popularcommercial products become mnemonic cultural objects. Moreover, such an analysis enables a better understanding of powerful symbolic artifacts that make such useful tools in both national and private 'tool kits' (Swidler, 1986 ).
Media memory, identity and commemoration
The central role of memory in establishing national identity, the rise of popular-commercial culture and the development of the mass media have all led to a cultural configuration in which the right to narrate the past is no longer reserved solely to political elites or academics. As interest in the concept of collective memory has grown and as a result of the increasing realization of its constructed nature, scholars have begun to examine the relations between the mass media and collective memory. Hence, over the past two decades, the intricacies of 'media memory' (Kitch, 2005; Neiger et al., 2011b) -the role of the media in shaping public recollections -have been discussed in various ways and in relation to a variety of media, including daily newspapers (Zandberg, 2005 (Zandberg, , 2008 Zelizer, 1992) , magazines (Kitch, 2005) , television (Shandler, 1999; Volkmer, 2006) , and the internet and digital archives (Garde-Hansen et al., 2009) .
Many of the above-mentioned explorations detail and analyse the ways by which the mass media compete with other social agents -historians, politicians and others -in shaping audiences' perceptions of the past. Such research looks at the role of specific media, as well as the entirety of the media landscape (what characterizes representations of the past shaped by the media? What is the 'division of labor' between them?). At the same time, studies of this kind expose the complex interactions between the media and other social institutions.
The academic discussion of the role of the mass media in shaping collective memory receives its most extreme expression when considering how the Holocaust is represented in popular-commercial culture. As part of the 'culture industry', the mass Media, Culture & Society 33(7) media are driven by economic and ideological considerations that influence the manner in which they represent reality. Thus, one of the most prominent characteristics of these representations is the desire to provide the audience with non-challenging forms of enjoyment. This is accomplished through the use of routine patterns and formulae that have proven their profitability in the past. Such a characteristic is in direct contradiction with the nature of the Holocaust, as dealing with this topic requires maximum attention and is certainly not pleasurable. Furthermore, the fact that television and radio broadcasts are consistently and frequently interrupted by commercial advertising necessarily leads to the 'profanation' of sacred phenomena such as the Holocaust, which is perceived as a unique, one-time event (Meyers and Zandberg, 2002; Zandberg, 2006) .
Popular music as a social phenomenon
Popular music plays a significant role in the shaping of collective memory as well as in the establishment of national culture. Within this context, it is important to focus on the contents heard on the radio -popular music in the case of this study (Cloonan, 1999) . The exploration of such phenomena has been advanced through the sociology of music, a field that developed in the second half of the 20th century. The foundations and inspiration for the discipline lie in the work of Adorno (1941) , who during the 1930s and 1940s wrote about the relations between culture and music in general, and culture and popular music in particular (DeNora, 2003; Regev and Seroussi, 2004; Witkin, 1998) . While more recent studies have expanded Adorno's initial conceptualization of popular music as a superficial product of the 'culture industry' (high culture vs. low culture) and as a mechanism of elitist control, several of his key assumptions have been retained. Among these is the notion that since music is a social product, the study of the relations between music and the society in which it is created requires an understanding of the power relations between different sectors in society, as well as within this specific cultural scene.
Within the Israeli context, Regev and Seroussi (2004) claim that the Zionist movement sought to create a culture separate from traditional Jewish culture in order to establish the nation-state. In this process, Israeli popular music became a central site in which new cultural contents were created and disseminated and, in doing so, the renewal of the Hebrew language and the national entity were advanced.
Beyond the theoretical focus on how music reflects society and culture and is simultaneously used by them, functionalists such as Frith (1996) have investigated what people 'do with music'. Echoing this research interest DeNora (2000: x) claims that:
The question of how music works remains opaque. Perhaps because it is rarely pursued from the 'ground level' of social action, too much writing within the sociology of music -and cultural studies more widely -is abstract and ephemeral; there are very few close studies of how music is used and works as an ordering material in social life.
Following this assertion, DeNora employed interviews and participant observation to study the uses made of music as a resource and component in constituting everyday life; for example, the use of music to control moods such as relaxation, concentration, remembering or 'getting into the mood' for an evening out.
While the present study does not examine the actual uses of popular music by Israeli audiences, nor personal narratives regarding its roles and functions (van Dijck, 2006) , it does seek to contribute to the understanding of the place of music as transmitted by radio: both in defining the nature of memorial days (and, by extension, during times of crisis such as terror attacks) for individuals, and, at the level of the community, in constructing the meaning of the atmosphere, shaping the national 'mood', and reflecting it.
Songs to remember: radio broadcasts on MDHH
As noted, the 1959 MDHH Law established that radio programs are to express the unique nature of the day. Accordingly, one of the most prominent characteristics of radio broadcasts on MDHH is that the majority of the programs (with the exception of news broadcasts) -talk shows, interviews, regular programs or special broadcastsare devoted to the commemoration of the Holocaust. Such shows thus become part of the public mourning ritual. The music played during MDHH thus not only honors the nature of the day, but also becomes one of the central means through which different broadcasting outlets signify their belonging to, and involvement in the mourning rituals of the national collective. At the same time, it enables sub-groups within the national community to signify their uniqueness in relation to other groups, as a signifier of identity and place (Connell and Gibson, 2003) . In addition, as mentioned, the dominance of the songs may be due to the fact that they present a partial solution for the dilemma faced by broadcasting stations with regard to the proper forms of Holocaust representation.
Since popular music is the main component of radio broadcasts on MDHH, our study attempted to explore the list of songs that are most frequently aired during the national mourning ritual and to examine the unique characteristics of these songs, which 'qualify' them to serve as powerful cultural objects -as signifiers of the collective trauma.
In order to address the first component of our question -defining the 'soundtrack of memory' -we gathered from ACUM (the Israeli Music and Literary Rights Association) the playlists of songs aired on MDHH over a ten-year period (1993) (1994) (1995) (1996) (1997) (1998) (1999) (2000) (2001) (2002) , the first decade of commercial broadcasting in Israeli media. Altogether, the list of songs aired over the radio included 16,652 items (representing a single airing of a song), on 13 national and local radio stations.
The second stage of our exploration set out to determine the number of times that each song was included in the playlists. Based on this calculation, an analysis was carried out to determine the nature of those songs that were played most frequently by all stations, which would enable us to examine the central research question. The analysis included an examination of the 'biography' of each song, in order to identify the link between the songs and the ways in which the Holocaust is memorialized. Textual analyses of songs sought to identify the links between their content and the memory of the Holocaust. In a broader sense, we attempted to identify cultural explanations for the construction of these patterns and the question of 'cultural authority', focusing on the issue of who has the right or the power to shape memory, and on the ways in which the agents of popular culture work in the process of constructing public recollections (Zelizer, 1997; Zandberg, 2010) .
Findings: the sources of authority of popular music
Israeli radio stations have developed a well-defined corpus of songs from which they construct their playlists on MDHH broadcasts. Commonly referred to as 'Holocaust Day songs', this limited group of songs was found to have been used repeatedly in different configurations in each of the years examined in all of the stations, though not with the same frequency across stations. We will provide a close reading of the three most popular songs later in this article, but at this stage it is important to note that most of these songs were composed during the 1970s and 1980s, reflecting the more modern phase in the development of Israeli music (and the preferences of musical editors). Furthermore, one of the most striking findings of this analysis is that the vast majority of the 15 most frequently played songs during MDHH do not directly and explicitly address the events of the Holocaust, or Holocaust commemoration. This is despite the fact that such songs do exist in the Jewish-Israeli popular culture inventory. Most of these songs, which deal directly with the events of the Holocaust are in fact played on MDHH, and were among the 30 most frequently played songs, but for the most part occupied the bottom portion of the list.
These songs include songs in Yiddish and songs that were originally written in Yiddish and later translated into Hebrew.
Hence, we ask why certain songs -organic units that bundle together a musical and verbal performance that is linked to the identity of the lyricists, composers and performers -acquire the authority that enables them to become cultural objects and carriers of social memory? In this context, it is important to remember that the relations between words and music are complex, as these vary from culture to culture and from period to period (Fornas, 2003) . With regard to words of popular songs, a shift has occurred from a view of song lyrics as a simplistic 'formula' for which there is no need to even pay royalties, to a view of lyrics as an important and integral component in the creative process. In many cases, in fact, analyses of the meanings of popular songs have been undertaken as a project akin to the interpretation of poetry. Indeed, as Frith (1996: 159) claimed:
Most contemporary popular music takes the form of song (even acid house), and most people if asked what a song 'means' refer to the words. In examining what the words do mean we can follow two obvious strategies, treating songs either as poems, literary objects which can be analyzed entirely separately from music, or as speech acts, words to be analyzed in performance. But in listening to the lyrics of pop songs we actually hear three things at once: words, which appear to give songs an independent source of semantic meaning; rhetoric, words being used in a speech; and voices, words being spoken or sung in human tones which are themselves 'meaningful', signs of persons and personality.
Frith's distinctions with regard to lyrics lead us to propose a tripartite analysis, based on the three components suggested, in order to identify the sources of authority in the group of songs included in the commemorative radiophonic ritual. This analysis includes:
(1) a literary close-reading of the lyrics of each song; (2) an analysis of the identity of the people behind the song; that is, the biography of the song's creators; and (3) an analysis of the song's tone and its musical atmosphere (including both words and music).
Hence, the analysis deconstructs the song's commemorative authority by looking at three primary questions: (1) What is one permitted to sing about when addressing the Holocaust in popular music? (2) Who is permitted to sing or write about the Holocaust within the context of popular music? (3) How are those individual artists permitted to sing about the Holocaust within the context of popular music?
Semantic authority: songs as secular prayer
As noted, none of the most frequently played songs deals explicitly with the Holocaust, although some were created by persons who are identified with it. The following are the lyrics to the most frequently played songs on MDHH on the radio outlets examined in the study (see Table 1 ). A textual analysis suggests that the most frequently played songs during MDHH constitute a corpus of songs that focus on similar themes and thus shapes Holocaust commemoration as a 'secular prayer', raising philosophical questions about the relations of human beings with the transcendental (God/nature), and that they share a lyricism and a quiet personal tone. Indeed, there is an existential spirit expressed here that portrays My God, my God, may these things never end: the sand and the sea, the murmur of the waters, the lightning of the sky, the prayer of a human being.
'For the human is a tree of the field', by Nathan Zach (first verse) For the human is a tree of the field. Like the tree, the human flourishes. Like the human, the tree is cut down. And I do not know where I have been nor where I shall be, like a tree of the field.
'Angels' tears', by Dan Minster (first verse) Angels' tears, quiet tears, sad and pretty tears shedding in the horizon and searching. What are they asking for? Because when the angels cry in another world, then in this world we are sadder. 978 Media, Culture & Society 33(7) human existence as standing alone in face of the world. Though the Divine is present in these texts (e.g., 'My God, my God', 'the prayer of a human being', 'Angels' tears'; 'For the human is a tree of the field' is a divine command cited from the Bible [Deuteronomy 20:19] ), this 'presence' is complex and challenging. In the song by Hannah Szenes, human prayer is compared with the wonders of nature -such as the sand, the sea, the gurgling of water and the lightning in the sky -whose strength and greatness dwarf man. Since the song itself is a human prayer, there is a strong sense of the human confronting the Divine, and not only being submissive under its gaze.
The composer David Zehavi is credited with repeating the phrase 'My god' at the beginning of the song (instead of the original phrasing 'My god, may these things never end'). From the cultural point of view, the song is better known by the name 'My God, my God', which can serve as an allusion to the Book of Psalms (22:1): 'My God, my God, why hast thou forsaken me?' The quote could also be associated with Jesus' last words on the cross (Matthew 27:46): 'And about the ninth hour Jesus cried with a loud voice, 'Eli, Eli, la'ma sabach-tha'ni?' that is, 'My God, my God, why hast thou forsaken me?' (Revised Standard Version). Nevertheless, this is a debatable allusion within this context, as the original poem does not double the phrase 'My God', and God's presence within it is of a personal nature, representative of the 'poet' figure.
In the poem by Nathan Zach, 'For the human is a tree of the field', the allusion to the Bible is not made in order to describe the wondrous acts of the Divine, but rather to point to the absence of the Divine in the world in which we live. Neither the human nor the tree is privileged, but rather the parallelism renders them equal -both are frustrated (left thirsty, wanting to grow but stifled) in a world that does not distinguish between humans and nonhumans.
In Minster's lyrics, the angels' crying is inconsolable -without the Divine -as it is a world without solace. The speaker (the human), who lacks the vision of an angel, is incapable of crying over the world's distress (known among the Romantics as Weltschmerz). The human knows this pain but cannot stand it. In the last two songs there are vague allusions to the horrors of the Holocaust. In 'For the human is a tree of the field', reference is made to the fact that the tree, 'like the human, it is burned by fire'. Likewise, in 'Angels' tears', the fact that the angels are crying in the 'other world' is a clear allusion to the world of the dead. These allusions may also help explain the frequent playing of these songs.
From a broader philosophical perspective the three songs could be read as existential manifestations referring to a world where 'we are left alone, without excuse' (Sartre, 1989 (Sartre, [1946 : 353). Existentialism is one of the most powerful reactions in Western thought to the Second World War and the Holocaust. In our case, this existential sensitivity has been formatted and reproduced in popular music, so it transmits through words, sound and atmosphere the search for humanistic meaning in an anguished and forsaken world. According to Sartre the human being needs 'to find himself again and to understand that nothing can save him from himself, not even a valid proof of the existence of God. In this sense, existentialism is optimistic' (Sartre, 1989 (Sartre, [1946 : 369). And so, the three songs -humanistic secular prayers -echo this unique spirit of existentialism.
As noted, in these three sets of lyrics there is very little explicit reference to the topic of the Holocaust, as is the case for most of the other 12 songs aired most frequently on MDHH. Importantly, the songs on the list are more of a poetic-philosophical nature, dealing with questions about human beings' place in the world. This is of course significantly different from popular songs in general, which most commonly deal with love. This poetic stance is related to the broader discussion of the limits of popular culture in the representation of the Holocaust and, principally, with the incapability of those who were not 'there' to understand what happened. In this sense, we may recall Friedlander's question (1992: 3) as to whether human language is capable of grasping and representing the Holocaust, which he described as an 'extreme event', one that challenges conventional categories of conceptualization.
It seems that not only Holocaust survivors are experiencing 'the crisis of witnessing' (Felman and Laub, 1992; Frosh and Pinchevski 2009; Peters, 2001 ) -the event was so overwhelming that it left its victims traumatized and speechless -but even popular culture must overcome 'the crisis of commemoration' -the re-presentation of an almost unspeakable event, to bear its memorization. Thus, the MDHH radiophonic canon is composed almost entirely of songs that do not deal with 'there and then' but, rather, address more abstract subjects that are appropriate to domains beyond the immediate relevance of the Holocaust. In many respects, these songs express an ideological-philosophical view that is grounded in Israeli secularism.
Nevertheless, the list of performers is indicative of the similarity between popular performers in general and those heard most frequently on MDHH. Here the analysis shows the special positioning of MDHH radio broadcasts between, on the one hand, the regular, routine and mundane and, on the other hand, the ritualistic, singular and 'sacred'. The songs are indicative of the complex negotiation between the desire to maintain the routine and feature popular composers and songs, and the need to signify MDHH as a time that lies beyond the 'routine'. This, too, involves a negotiation between form (popular music) and content (commemoration of the Holocaust); between the internal logic of radio stations (which seek to provide pleasure and to appeal to audiences) and a mourning ritual devoted to a sad and difficult subject matter. Radio broadcasts deal with these difficult dilemmas by focusing on songs that integrate qualities from both extremes, dealing with the Holocaust only covertly, if at all.
The songs of Yehuda Poliker are an outstanding example of this tension. The song 'Here at the Treblinka train station', whose lyrics relate directly and clearly to the extermination of European Jews, was played only 18 times throughout the 10-year period studied. This stands in stark contrast to other Poliker songs, such as 'Ashes and dust' (which addresses the memory of the Holocaust in far vaguer terms), which was aired 119 times, and 'Things I wanted to say' (which does not address the Holocaust), which was played 89 times. Thus, perhaps an opposite conclusion can be proposed: a song that deals directly with the Holocaust will be played less on the radio on MDHH, because it is perceived to be too direct and thus lacking in refinement and potentially threatening. This conclusion illuminates the ways in which radio station practices tend to commemorate the Holocaust as an abstract, general mood of sadness, rather than as a concrete historical event. We suggest seeing this as phenomenon a two-way process: the selected songs shape Holocaust remembrance as a more abstract philosophical discourse, while at the same time the frequent airing of these songs on MDHH imbues the general-philosophical texts with a concrete meaning relating them to the Holocaust. Furthermore, it is important to note that while a number of the songs played most frequently on MDHH are played less frequently on 'regular' days, others are played quite frequently at times other than MDHH. Hence for example, 'Things I wanted to say' was played approximately 3000 times during the decade investigated. This finding points to the central place of radio broadcasts in the 'routinization' of Holocaust commemoration. Meyers and Zandbeg (2002) found that songs from the album Ashes and Dust that are identified with the Holocaust and its memory were aired on other memorial days as well as on 'routine' days. In this manner, according to the authors, 'popular' music assists in 'rupturing' the autonomy of the topic of the Holocaust. The present study provides support and complementary evidence for this claim: 'regular' songs lacking a direct connection to the Holocaust have penetrated the 'sacred' mourning ritual of the Holocaust.
Biographical authority: life stories of song creators as a 'cultural permit'
The question 'Who is permitted to sing or write about the Holocaust within the context of popular music?' encapsulates the second type of authority -biographical authority. Our analysis of the list of the most frequently aired songs illuminates the fact that biographical authority is connected to the performer or composer of the song. The findings suggest that songs gain their 'commemorative authority' from their creators' (writers, composers, performers) relation to the Holocaust, which is varied. The dominant personal authority is that of people who were murdered in the Holocaust, of artists who are children of Holocaust survivors and of canonic poets. Among the prominent songs on the list are some that were composed or performed by Jews who perished in the Holocaust. A prime example is the case of the song 'A walk to Caesarea', written by Hannah Szenes, who was born in Hungary (1921) and immigrated to Mandatory Palestine in 1939 to become a Kibbutz member. In 1944 she was parachuted by the British army into occupied Europe in order to assist Hungarian Jews. Szenes was captured and murdered by the Nazis and later became an Israeli national hero.
Another type of biographical connection is songs that are created and/or preformed by sons and daughters of Holocaust survivors (e.g. Yehudah Poliker, Shlomo Artzi, Chava Alberstein), also known as 'second-generation survivors'. However, a majority of the songs created and performed by these artists that are aired during MDHH deal with lyrical-personal experiences in the period before or after the Holocaust, with any reflections of the events only implied. The most frequently played song in this group -'A walk to Caesarea' -earned its status due to the fact that it was written by Hannah Szenes, although it was composed when she was living on a Kibbutz in mandatory Palestine, two years prior to her parachuting mission in Hungary.
Similarly, the song 'A sad wind', by Itzhak Katzenelson, one of the leaders of the Warsaw Ghetto who was murdered in Auschwitz, does not deal with the Holocaust, but rather with the mood in a Jewish village in Europe as does a song by Itzik Manger (who fled the Nazis before the war), 'A tree stands along the road', which was played a few times in the original Yiddish version.
We should note here that two of the prominent songs on the most frequently played songs list are by 'second-generation survivors' -men confronting their mothers' memories -a clash between the 'here and now' and the 'then and there'. Such is the case of the song 'Ashes and dust' by Yehuda Poliker and Ya'akov Gilad ('A spring day, lilac scents, / as you face the ruins of your old town.… There isn't even a building to recall the past. / And if you are going, where are you going? / Eternity is only ashes and dust') and the Shlomo Artzi song 'In Germany before the war' ('When I was young I had a strange nature. / Don't hear you but everything you shared was held within, / inside my heart, the heart like a luggage compartment.… Happy to dance, without anxiety and doubt, in Germany -before the war'). Thus, to a great extent, it is possible to view these songs as metonyms for Israelis' confrontations with the memory of the Holocaust, which diverts the focus of discussion from the historical event to its representation and commemoration.
Another type of biographical authority is the authority given to canonic poets in Jewish culture due to their status as observers of the Jewish people as well as 'secular prophets' of wrath or solace (Neiger and Roeh, 2003) . And so, with regard to the question of who is permitted to sing or write about the Holocaust within the context of popular music, we learn that popular music recruits authority and legitimization from other fields, such as the canonic literary field, which is more highly respected culturally. Alternatively, the legitimacy that an artist or performer brings from his or her own personal history as a victim of the Holocaust provides him or her with the 'license' to perform on MDHH.
The modus authority: social mood management through minor and melancholic tone
The modus authority ('how' something is permitted) exists alongside semantic authority (what is permitted?) and biographical authority (who is permitted?). According to Frith (1989) , the rhetoric of the lyrics, along with the nature or mood created by the music, establish a song's melodic tone. In literary theory, the argument is made that it is difficult to separate the melodic from the lyrical component of a canonic song, and indeed that a significant portion of the importance attributed to melody is achieved due to the meaning of the lyrics (Harshav, 2007; Jakobson and Waugh, 1979 ). Yet researchers of popular music have claimed for many years that music listeners do not concentrate on the words and that they do not understand their meaning (Frith, 1989) . In turn, we claim that a significant portion of the meaning derived from the popular music songs aired on MDHH is a consequence of the melodic nature of the songs and the manner in which they are arranged, which at once reflect the 'national mood'. Although 'mood management' through popular music is usually associated with personal choices (Zillmann, 1988) , we argue that media practices are used to shift moods in a process of 'social mood management' that can be observed on other occasions in Israel's media routines, such as Memorial Day for the Fallen Soldiers or during Friday afternoon/evening (the transitional, liminal hours leading to the Sabbath). This is also a common practice when a terror attack occurs, sometimes as a social sign that in fact precedes the official announcement of the event.
Our analysis found that the most prominent type of authority involved in determining the playlist of songs aired on MDHH is modus authority. A musicological analysis of each of these songs is beyond the scope of this study. However, a general review of the playlist suggests that they share some characteristics: they tend to be quiet, serious, melancholic; many are composed in a minor key and have a slow tempo. In fact, the latter is the clearest characteristic shared by all the songs that appear on the list.
According to Turner (1969) , significant social rituals have a different tempo, one that is slower than the routines of our everyday lives. This distinction can be applied here too, as the most prominent factor shared by the 15 most frequently aired songs on MDHH is not their dealing with the Holocaust or commemorating its memory, but rather their somber and melancholic tone. Thus, one can conclude that on MDHH 'the modus is the message' and that the musical environment -quiet, slow-paced songshas become the emblem of radiophonic content in terms of Holocaust commemoration in Israel.
Conclusions: the power and efficacy of popular music as a mnemonic cultural object
The research investigated the manner in which Jewish-Israeli culture has assembled a corpus of songs identified with a commemorative ritual that employs prominent signifiers of the memory of the national trauma. In a wider context, our analysis emphasizes the role of cultural memory, in general, and its sonic figuration/embodiment, in particular, in the creation of 'state rituals' within the processes of building a nation and civil religion (Bellah, 1967; Liebman and Don Yehiye, 1983) . Thus, our conclusions wish to shed light on 'the mechanisms which determine and sustain mnemonic consensus' (Schwartz, 1982: 374) .
In his article 'How culture works', Schudson (1989) sought to understand what enables certain cultural products to be effective in constituting culture, based on an understanding of the a symbolic aspect of human activity. The power and efficacy of cultural objects -artifacts, rituals and texts embodying symbols that constitute culture -can be evaluated, according to Schudson, by examining five dimensions (the five Rs): retrievability, rhetorical force, resonance, institutional retention and resolution. Such a process enables us to expand our explanation of how the songs aired most frequently on MDHH have become such meaningful cultural objects in Israeli national culture.
Retrievability of the mnemonic cultural object
A cultural object will be most effective when it is psychologically present, so that it is cognitively possible to retrieve it easily easily from a collection of memories, and to access it easily from the symbolic 'work tools' available in the tool kit (Swidler, 1986) . Schudson linked this dimension to Tversky's and Kahneman's (1974) research demonstrating how people make decisions using heuristics ('rules of thumb' or abbreviated mental methods). Schudson claimed that 'the calendar is one important storage device for cultural symbols; culture will have greater impact when it is part of a key cultural storage institution. The school textbook, the literary or musical canon … are other such devices ' (1989: 163) .
The connection between the calendar -that is, the cyclical ritual of MDHH -and the musical canon illuminates this claim and, more generally, the complex interrelations between collective memory and culture (Zerubavel, 1981 (Zerubavel, , 2003 . Playing the same songs, on the same day, within the same ritualistic framework, on different stations, over many years saturates the songs with a certain meaning and strengthens their power as codes that activate commemoration and assist in connecting listeners to the Holocaust immediately and in a relatively straightforward manner. At the same time, the songs bestow meaning upon the ritual and the radio broadcasts.
This study demonstrates the complexity of the dual process of shaping culture through a commemoration process and memory by means of cultural objects. Additional evidence for the influence of national memory, structured through the calendar, on individuals in society can be found in research in which Jewish-Israelis were asked to cite the most important events that took place in Israel and in the world over the past 60 years (Schuman et al., 2003) . The three events that were mentioned most often -the establishment of the State of Israel, the Rabin assassination and the Holocaust -are all observed publicly by means of a national memorial day. Schudson (1989) claimed that even if cultural objects are accessible and easy to retrieve, another dimension is necessary in order for them to be independent and prominent, as well as memorable and potent. It is possible to examine the effectiveness of cultural objects as a collection of symbols and as a communicative act by means of analysing their rhetorical force. Rhetoric -by means of symbols -promotes some of the cultural objects to be more powerful and remembered. Rhetorical force can be evaluated through several measures, but the focus here is on two questions: (1) Who is the speaker? (2) What means are applied in order to transmit the message?
Rhetorical force of the mnemonic cultural object
Rhetorical force is elusive because it is culturally dependent, speaker-dependent and audience-dependent. Yet, at the same time, it is possible to claim that the most frequently aired songs (and their performance) gain this force. This involves the integration between lyrics and music (as suggested by Frith, 1996) , canonic writers and a popular medium (ethos in Aristotle's terms), and the complex texts or even canonic poetry in most lyrics (logos), as well as their presentation in ways that arouse feelings (pathos).
Resonance of the mnemonic cultural object
In order for cultural objects to be most effective, they must resonate with the audience, be relevant, and be appropriate for the consumers' symbolic system. In mass communication, the question of resonance is connected to the place of cultural objects in the cultural tradition. Resonance is not related to personal needs, but rather to the connection between the cultural objects, the framework of needs that the culture created, and the spirit of the time.
In this regard, the list of songs and their repeated airings every year can be seen to serve as a Jewish-Israeli sound box that represents and shapes the national memory of the Holocaust. Their characteristic quiet tone, along with the lyrics that allude to the Holocaust or that deal with complex existential subjects, symbolize the Israeli Holocaust memory at this point in time.
Institutional retention of the mnemonic cultural object
Cultural objects are most effective when supported by the establishment; for example, when they appear in the school curriculum, are culturally canonized by appearing in ceremonies or when they are considered to be basic knowledge required in order to be a citizen, one at home in a society and culture. In the case of MDHH songs, institutional retention is anchored in the fact that the list is fundamental to the broadcasts of the nationwide, public radio stations as well as the regional, commercial radio stations (that operate under to state licenses), and in the fact that both public and commercial radio outlets are part of the media establishment. Furthermore, this list 'resonates' in culture when the songs are performed in national ceremonies at Yad Vashem (the Israeli Holocaust Martyrs' and Heroes' Remembrance Authority), in ceremonies in schools and by youth movements, and in the school curriculum. In this sense, cultural objects are also a tool employed by the nation-state to define itself and to establish a shared narrative.
Resolution of the mnemonic cultural object
This dimension claims that cultural objects are most effective when they are part of a resolution; that is, when they are associated with social resolution as ways of acting or guidance for how to do so. Indeed, the songs as cultural objects are performed as part of nationwide public ceremonial activities in many of the sites mentioned so far -Yad Vashem, schools and youth movements -and even in ceremonies conducted during youth 'memorial journeys' to concentration camps in Poland. They are also included in special music collections devoted to memorial days, some of which are produced by official agencies. Here we can see clearly how various dimensions are interwoven: resolution acts in parallel with institutional retention (the state initiates and administers most resolution efforts), and with resonance, rhetorical force and retrievability (that are prominent in light of the resolution and institutional involvement).
Thus, these five dimensions clarify the effectiveness of the canon of leading MDHH songs as dominant and forceful cultural objects. Schudson (1989: 157) cites Max Weber, who claimed that the symbolic world, created by ideas, is like the 'switchmen' for history's rails:
Not ideas, but material and ideal interests, directly govern men's conduct. Yet very frequently the 'world images' that have been created by 'ideas' have, like switchmen, determined the tracks along which action has been pushed by the dynamic of interest. (1958 [1946]: 280) Even though Weber's focus was on grand ideas, the metaphor is apt in our case study as well. Culture, and the society that acts within it, decide to divert routines of everyday life onto another track, where travel is different and much slower. In order to do so, culture employs its force -regulatory and normative -to appropriate a day on the calendar that is infused with meaning. Radio playlists are the train whistles, warning that the train has been diverted to another track, a series of sounds that accompany the train throughout the journey, until culture conveners redirect cultural movement back to the routine track of everyday life.
